Administrative Region (SAR) of China.
The two songs compare the cities' different legacies in many ways with references to history and attitudes to past history, culture, conservation, language, political systems and freedom of speech. Both cities have written important chapters in the history of language contact between Chinese and English, but nevertheless demonstrate that differences that have developed between the two cities, and are celebrated by them. Where ayam means 'sour' and alamak is a mild swear word.
Use of local particles is also characteristic here. The song is peppered with the informal/colloquial particle lah, as in ' Singlish, awmost English-lah' and 'Okay-lah'.
Other particles in later verses are the past tense particle la and the expressive particle wa: Distinctive grammatical patterns are also evident where the linking verb to be is deleted: ' we so stylo', 'They jus' gone case'. But, as pointed out by Gupta, this is an optional rule and BE appears here in other contexts, especially in the more formal register, for example in the title and opening line, 'Singapore is a better place than Hong Kong is'. The frequent use of 'izzit' as a non-variant tag-question form is also distinctive, although the use of non-variant tag forms is common in many varieties of There has been a long-standing debate about whether Hong Kong English represents a distinctive variety (Luke and Richards, 1982 , Bolton 2000 , 2003 . However, the total lack of distinctive features of Hong Kong English in this song is somewhat unexpected given the number of scholars who have described features such as local lexis (Benson 2003) and creative writing (Vittachi 2003) . One particularly distinctive feature of Hong Kong English that is missing within the Hong Kong song is code switching. The presence of Cantonese-English code switching in the speech and 5 writing of Hong Kong speakers when they are communicating with each other is wellattested and is frequently used in popular media like newspapers and advertisements (Li 2000 (Li , 2003 . Perhaps surprisingly, therefore, no code switching occurs in this song. In fact, apart from place names, there are no Chinese words here at all. Indeed, the only Chinese lexis in either of the two songs occurs in the Singaporean song, kwai-lan (line 53), a Hokkien term used to describe someone who is 'malicious or an irritant'.
Commentary
The Singaporean song is unmistakably Singaporean in its use of language. There is also a feeling of self-confidence in the use of this distinctive language, 'Singlish', coupled with humour and wit. A switch between styles is also noticeable. For example, the following text is not sung, but appears as printed text in the YouTube video, and is written in a more formal register than the rest of the song:
Okay, so the choice at newsstands is a bit limited But the choice at the hotel buffets is not Please discard your chewing gum, durians and independent way of thinking on your way in (lines 42-44) It also demonstrates an ability to self-satirize, which contrasts amusingly with the braggadocio of the rest of the song. We suggest that the song itself and its linguistic features illustrate a linguistic creativity that is both sophisticated and self-confident.
In contrast, the only example of lexical creativity or bilingual language play in Hong Kong's reply is the name of the performer Wokstarz (wok 'a convex frying pan used in Chinese cooking' in place of the more conventional rock stars.)
One explanation for this lack of code-switching and bilingual creativity is that the song-writers have taken the deliberate choice to use a form of English that is as close to an international standard as possible, a choice that may have been motivated by a desire to present Hong Kong people as more cultured, sophisticated and serious than 6 the Singaporeans. One might argue that it demonstrates a linguistic sensitivity in understanding that code switching might not be understood in an international domain. However, the informal nature of the domain and topic could also signal a lack of self-confidence in the use of a local variety of Hong Kong English. The Singaporean song has a certain self-mocking tone that both explicitly pokes fun at Singapore systems and implicitly uses local forms of English to poke fun at Singapore English and its speakers. This tone is completely absent in the Hong Kong song.
Instead, the Hong Kong song asserts that, unlike Singapore, 'we are free to laugh at Hong Kong is the mature elder brother who will guide Singapore to adulthood from its current rather childish adolescent phase, perhaps exemplified in Hong Kong eyes by its use of 'Singlish, awmost English-lah':
Small Singapore is our little bro:
We'll help him learn all the things we know:
we will help him grow up (lines 23-26) We should point out, however, that the sung lyric of line 26, 'we will help him grow up', is quite different from the one actually printed, which is 'though he makes us throw up'! If this printed lyric is treated as a mistaken lyric (as we suspect it is), however, the actual text is ironic. The Hong Kong song descends into cliché and stereotypical Chinese tropes, and removes any trace of local linguistic features from the text. Likewise, the Hong Kong song condescends to call Singapore 'our little bro' (line 23). However, the stereotypical motifs and rhetorical structure of the Hong Kong song can hardly be called 'mature' in comparison to the Singapore song.
Another Chinese rhetorical trope evident in the song is balance, or parallelism. This is common in many texts, but is particularly valued in the Chinese rhetorical tradition 
Conclusion
In conclusion, we argue that, while the Hong Kong song displays none of the explicitly distinctive linguistic features of a nativised variety of English, preferring instead to use a more formal register and language features that largely correspond to exonormative standards, its use of rhetorical tropes and its style imbue it with an intensely Chinese flavour. The rather prim seriousness -almost sanctimony -of the Hong Kong song is heightened by the near constant presence of two schoolgirls in the video clip. They are shown engaged in almost stereotypically innocent past-times such as playing playground pat-a-cake. This provides a striking contrast with the somewhat raunchy performance of the Singaporean singer. Similarly the adherence to Chinese conventions contrasts with the iconoclastic sense of play, creativity and capacity for self-satire of the Singaporean song.
While it would be foolish to make too much of this based on two songs, the use of Chinese rhetorical styles could indicate that Hong Kong is coming to see itself -and, importantly, presenting itself -more and more as a Chinese city, and is thus less likely to be in the process of creating a new and separate identity through a nativised variety of English in the way that Singapore has done. Rather, the Hong Kong identity revealed within this brief battle of two songs represents a move more towards seeking an identity within the Chinese sphere, and this is reflected in the use of Chinese rhetorical tropes and style. It would not be surprising to see Hong Kong moving closer to the Mainland. After all, the British ceded control more than a decade ago and Hong Kong's future is obviously inexorably tied to China, of which it is now a Special Administrative Region (SAR) under the 'One Country Two Systems' model of governance. Perhaps Hong Kong is becoming more comfortable with a Chinese identity, while Singapore is developing a unique Singaporean identity?
